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Letters 


a eg like to acknowledge receipt of the first installment 

of Add Some Music. Yours 1S different if only because it 

does approach a serious forum. I must confess that this for- 

mat is somewhat humorous considering that the group, as far 

as I'm concerned, doesn't take itself seriously “especially 

of late. However, I ant Pavia that there is a need for qa 

j ublication. 

more functional p SKGGHEH Peters 

Ontario 


—€, may be becoming a dinosaur, but it seems to me that 
their most effective work recently has been with older songs 
(from the 50's and 60's). Off the top of my head I'a say 
that they are children of their own time -and I like that, 
I think it's probably very tasteful of them not to try to be 
part of this narcissistic, shallow era. 


Bruce Golden 
san Bernardino 


Sir: ; 
Do they refrigerate the roller-skating rinks in Cal- 
ifornia? 
Ed Marcus 
New York 
("Brrr" -Ed. ) 


Mi 


Add Some Music is published in March, June, September, and 

December. One dollar per issue; four dollars for four 

issues. Overseas, two dollars per issue; eight dollars for 

four issues. Address all correspondence to: Editor, Add 

Some Music, P.O. Box 10405, Elmwood, Connecticut 06110. 
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Editorial 


, There seems to be an effect directed by all that Califor- 
nia sunlight: an effect which slows down the artistic/cre- 
ative process, given time. Witness the Eagles, Fleetwood 
Mac, and others, including the Beach Boys. During such a 
deceleration in production very often a personnel change 
Will occur in a group, and it can do one of two things. It 
can serve to aggravate the decline, or, as a catalyst, it 
can reverse the trend and bolster the creative process. It 
is with great hope toward the latter idea that we welcome 
Bruce Johnston back to a fuller-time status with the Beach 
Boys. Over the years Bruce has displayed artistic courage 
as well as a sizable wherewithal. Before, during, and after 
his tenure as a Beach Boy Bruce showed us a temperament of 
patience and modesty, along with a willingness to work hard; 


whether singing on "God Only Knows," or writing for the Hud- 
son Brothers. 


This is not to say he can be the cure-all for the Beach 
Boys. For that we need the renewed energies of the Beach 
Boys themselves, especially the Wilson brothers. However, 
as stated, Bruce could serve as the catalyst; getting Carl 
to finish some of his songs, or getting Brian to sing a dif- 
ficult part. More directly he could inject his song writing 


talents into new Beach Boy albums, along with his production 
know-how. 


To be honest, we demand quite a lot from the Beach Boys. 
Bruce is in a unique position of standing somewhat outside 
family politics, yet being a legitimate family member. It 
is our hope that his influence, both artistically and emo- 
tionally will affect in a positive way one of the few groups 
in the world which can meet such demands. 


-In addition, Add Some Music is preparing a Bruce John- 
ston discography for inclusion in a future issue, and would 
appreciate any information you have learned concerning rare 
recordings in which he has participated. 


Music Update 


The Beach Boys gave well-rehearsed and well-executed per- 
formances to capacity crowds at New York's Radio City Music 
Hall on March 1,2,3,4. In light of the imminent release of 
their first album with GBS, called L.A. (Light Album), the 
Beach Boys sang and played to a level of excellence not heard 
in years. There seemed to be first night jitters, but there- 
after they were hitting all the notes, from the opening 
chords of "California’Girls" to the "Fun, Fun, Fun" falsetto. 
Brian returned to California after the first night. Bruce 
Johnston was the overriding presence. Somehow responsible 
for the tightness of the music, Bruce lent a special poignancy 
to the nights as he soloed with "Disney Girls" and "I Write 
the Songs," as if to say, "yes, I am back," ina very special 


ee nce repartee had no surprises, 2 


. , S audie ° ° ” a 
way. Mike Love ;. tHeroes and Villains" right on 
hit those low notes 7” 11, as usual; Carl boosting ninreet 


we ; : 
Ai enc Ca, Eo PP adie impressive riffs. Dennis ry leag 


: r so : nt 
uitar at A Oe with his own comic, naughty boy antioe 


Mike's stage alt the new album were done. Those were "Hore 


Five ore wight." "Lady Lynda," “Suma Hama,” "Good Timin’ » 


: Home"(on at least one night). Charles 1}. 
ao Staite for his solo spots on flute and sax, pq 4 
oem 28 on bass until the encore, when Jim Guercio, 
Carter nas executive and longtime Beach Boy Supporter, 
bou reco The crowd response was normal (reaq Dp 


Car i_ 
came 


out to play bass: an- 
de monian) e ’ "yH cC e th Ni " 
Meanwhile, Billboard lists ere Comes e Night" ag a 


: ut, as of March 1. If you are still havin 
net on ae recital Be this tour de force by Bruce Johnston= 
Curt Becher, and the Beach Boys, try listening to all the 
other disco songs available, then come back to it. In Hart- 
ford the long version (228-9028) is getting consistent air- 
play. The short version (ZS8-9026) is backed by Dennis! 
beautiful "Baby Blue." A melancholy tribute to someone gpe_ 
cial, it has marvelous chord progressions, and a perfect] 
arranged harmony accompaniment. Dennis recently told this 
reporter, "I wrote every note of it. 


Rolling Stone magazine, which has been wont to pan Beach 
Boy albums of late, has actually used a line from the Beach 


Boy's "Johnny Carson" in prefacing their recent Carson Story. 
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Endangered Pets 


Throughout the year record companies send out "delete 
sheets" to record stores patroned by the good graces of we, 
the consumers. The latest Warner/Electra/Asylum list is a 
true harbinger of horrendous oversight. Without much 
thought, however, one could have predicted the news. 

Here's the scoop, Lois. Remember the 20/20:Wild Honey 
rerelease? Well, old 2MS-2166 is off the boards as well as 
Friends:Smiley Smile. The covers were kind of neat; they'll 


look great in the junk racks at K-Mart and Caldor. 

Carl and the Passions (always did sound better than 
Kenny and the Cadets):Pet Sounds (2RPS-2083) will join its 
ill-fated partners on death row. Gone, ex-ed, kaput and 
nada, senor; you need a mess of help to stay in print. But 
the real killer is the deletion of the album which has been 
canned before, only to resurrect itself. 

The Capitol original; the Deluxe Set item; the Passion 
mate; the Brother/Reprise rerelease, and now Pet Sounds 
finds itself between reincarnations again. If you are keep- 
ing score, that leaves 14 Beach Boy albums on the market in 
their original forms. (-15 big ones if you wish to include 
Stack-o-Tracks, EMI-EST-24009 How about a CBS Pet Sounds? 


How about a CBS Smile? How's about an eight o'clock dinner? 
Pet Sounds remains the only true arteur effort in the 
history of popular music; that is to say, the artist as one: 
Brian Wilson, the producer, arranger, writer, performer. No 
Spector, no George Martin -get the picture? Mike Love could 
call it "Brian's ego music." The Beach Boys could feel up- 

staged, but Brian and Pet Sounds stand alone nevertheless. 


‘The tragedy is that someone can not walk into the store, and 


pick up the album. And one can't help but feel that the 
locomotive at the end of side two was a train to nowhere, 
with one adult/child passenger destined for a world of pain 
and misunderstanding. 


Thomas Ekwurtzel 


Beach Boys Stomp Will Trade 


magazine contains discographies, factual 


X-301 Surfin/Luau 


and more. For U.S. & overseas readers send for 


Cap 5102 Pamela 


Jean/After the Game 


articles, reviews, quizzes, fan of the year awards 


$8 for atenissue subscription. Send cash 


or international money order payable to: 


Beach Boys Stomp Andrew Bainborough 
45, Elizabeth Ave. 


45 Elizabeth Avenue Exeter, Devon 


(Andrew Bainborough) 


Exeter, Devon England England 


Sa Why Do Fools Fall in Love (3 Times) 


Song Scrutiny 


Frankie Lymon and the Teenage 
(Gee 1002, 1986; 

Beach Boys (Capitol 5118, 1964) 

Cal Music (Equinox 10363, 1975) 


r's film, American Hot Wax, Alan Freed was 
‘sidewalk’ audition to an ersatz Frankie Lymon 
Listening to ee neneton of "Why Do 

" one is struck by the notion that per 
EGere toad es eit recorder at that first encounter, ee 
re is that rough. But it is rough ina very good sense, 
It is that precious primitivism; that celebration of the 
human voice and spirit, that was known as doo-wop. Doo-wop 
was a poignant and timeless genre which avoided strings, 
percussion, overdubs, and more. The sound was real, Vocals 
produced all the feeling that was necessary, and excess pro- 
duction could only undermine the sentiment -that is, unless 
someone were to lift the song from the genre and set it down 
in a completely different musical environment; lets say early 
sixties, L.A. rock and roll. 


Young Frankie Lymon helped to write "Why Do Fools Falj 
in Love," and for him that would prove to be a stroke of 
transcendental genius. It stands today as an exemplar of 
doo-wop. Yet, as society would have it, Frankie Lymon and 
the Teenagers were expendable, with Lymon himself dying trag- 
ically at an early age. 


In last yea 
shown giving 4 
and the Teenagers. 


In 1964 Brian Wilson and the Beach Boys created an una- 
bashed version of "Why Do Fools Fall in Love" which did no 
injustice to Lymon's version, and stands alongside it (at 
least) in terms of creative success, as well as in the 
people's memory. 


It is instructive to contrast these two recordings be- 
cause, in adapting someone else's material the machinations 
of a young, Spector-influenced Brian Wilson are especially 
revealed. No, Brian did not write the song, but he trans- 
formed it. Those were the days when, if the Beach Boys cov- 
ered an oldie, it was a total redefinition of the song -an 


event. How we long for that state of affairs today, in light 
of 15 Big Ones and M.I.U. 


Send $1.30 for the first issue (Dec.’78) of ASM 


-Surfer Girl, Guess I’m Dumb- 








Both versions appear to be in the key of F sharp, which 
is not an easy key to work with instrumentally. It could be 
that this is a speeded-up key of F, especially in the Beach 
Boys' case, where there is much more instrumentation. Of 
great interest are the introductory "doom-bas;' because this 
is the one instance where Brian took it upon himself to al- 
ter the original structure. Lymon immediately establishes 
a secure tonic as the bass voice drops to low F sharp, then 
wanders upward. In Brian's opening the tonic is nowhere to 
be seen, and the wary listener must wait for the following 


LYMON 





WILSON 


“ooh-wahs" in order to find the key. Brian's opening is 
roughly Lymon's turned upside down. 


To further heighten the excitement here Brian seemingly 
speeds-up the tempo by firmly dividing some notes into half- 
beats. A philosophy of "making it fun" starts to become 
evident, even at this early point. One might check the dif- 
ference between the Beach Boys' 45 version and the the album 
track (yes, there were differences as early as 1964). On 
the album a sharp drum slap replaces Lymon's "yeah." Then 
the bass voice is alone, as in Lymon's version. On the 45 
Brian withdraws the first beat and places a dense, yet 
ethereal harmony around the bass statement. 


Frankie Lymon's version has a great jazz-tinged bass 
guitar supporting the melody of the A sections. The Beach 
Boy version has a more pop-oriented 3 note bass which is 
frequently joined by a vocal chorus. This is one example 
of Brian's opting for the impact of an overall sound tex- 
ture rather than the excitement of a single instrument. 
This, of course is what Brian Wilson and Phil Spector are 
all about. "Why Do Fools Fall in Love" could be labeled in 
an oversimplified fashion as ‘Frankie Lymon meets Phil Spec- 
tor.' In the original production Lymon had used a stand-up 
bass, a simple drumbeat, the required sax, and faint, im- 
promptu-sounding background vocals. Brian uses stronger 
percussion, with handclaps and something which sounds like 
castanets; introduces a rhythm guitar, and naturally comes 
on strong with backing vocals. At that time (early 1964), 
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itious and Spectorish production he had 
exde at that point Brian had Only the 
ce Coupe albums to his credit, 


it was the most a 
attempted. Rememt 
Setar Girl and Little Deu 


: d do well not to attempt to Choose the 
The tere” Fe yaraione of "Why Do Fools Fall in Love,» 
better o extremely successful in accomplishing what it igs 
Both ie set out to do. Frankie Lymon, with his pre- 
suppose <a jJead vocal, anda bare, doo-wop setting, 
cious oe gest hit of his career. Brian's somewhat 
a O1- eerie falsetto complemented his burgeoning 
een x ee and took a quantum leap in creativity, 


ifornia Music, the Melcher/Johnston/Becher 
Kescon Gee a, egmneletas Brian Wilson into the studio to cyt 
a completely new version of “Why Do Fools Fall in Love," 
Set in a lower key of Dflat for a Terry Melcher vocal, this 
track is notable for its driving, Spectorish production, 4 
soulful female voice joins Terry on the vocal, and Brian's 
rough voice can be heard in the chorus ("Why, why, why, 


why?"). Although there are a strong beat and strong percus- 


sion, the song loses momentum halfway through, giving the fic 


; 78 ini it. The experience, how- 
n that Brian didn't finish 11 ce, how 

es y have been very important in terms of getting Brian 

back into the studio a year later. Donald Cunningham 





Rare Tracks 


In late '62 or the beginning of '63 Brian met the future 
one and only female surf-group: the Honeys. They were sis- 
ters Marilyn and Diane Rovell and their cousin Ginger Blake 
(a.k.a. Sandra Glantz). They had been singing together for 
some time, doing commercials and back-up vocal work. Brian 
produced three singles by them in 1963, and married Marilyn 
at year's end. It has been said that some of the Honeys 
have sung on every Beach Boy album since. Besides making 
records with Brian they also continued to keep busy by doing 
session work for various L.A. artists. Ginger has been es- 
pecially busy over the years, working on some very success- 
ful albums, such as Van Morrison's Wavelength. 


In later issues we will get to the early surfing tracks 
which the Honeys did with Brian. For now we discuss some of 
the lesser known things the Honeys did. 

Three Surfer Boys Gary Usher & the Usherettes 
Dot 16518, July 1963 
Value: $15 


The Honeys knew Gary Usher before they knew the Beach 
Boys, and it has been offered that it was he who introduced 
them to Brian. "Three Surfer Boys" came between the release 
of the first two Honeys singles. In the notes which accon- 
pany the Honeys album (1978) it says this song was written 
for Little Davy Summers, otherwise known as Russ Regan, the 
man who helped name the Beach Boys. Gary Usher ended up 
doing it with the Honeys, appropriately renamed the "Usher- 
ettes." There's more of the Honeys on this track than Gary 
Usher. Their cute, slowed introduction (just short of 
parody), and the quick "yea, yea's" they interject into 
Gary's vocal, along with some rhythmic hooks and even a COW 
bell, make the song a real charmer. Another strong hook is 


the emphasis on "instead--of." To my ears the girls' voices 
resemble Annette's, especially when they shout, "2, 4, 6, 8, 
what a way to spend a date!" Altogether this was a strong 


B-side to a Honey-less A-side titled "Milky Way." 
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Darlin' I'm Not Steppin' Out On You Harmony Recorders 
When I Think About You 1963 


Value: $25 each 


These are a couple of one-sided, eight inch demos done 
that first year which demonstrate an interest in Diane and 
Ginger quite outside the sphere of Brian's work. They are 
country songs, and surprisingly well written. "Darlin' I'm 
Not Steppin’ Out On You" is an AABA structure sung as a duet 
in a very convincing country style. The melody is strong, 
and the B section is a traditional counter to the A section. 
Production is nearly complete, as an accomplished group of 


sessionists provide banjo, piano, drums, and some very 9 


harmony recorders 


1467 NORTH VINE STREET 
HOLLYWOOD 28, CALIFORNIA / HO 3.2347 


45 RPM 
"DARLIN! I'M NOT STEPPIN'! OUT ON 
you" 
(Saundra Glantz-Diane Rovell) 


AMERICAN MUSIC, INC. 





‘country’ steel guitar. The guitar riffs are especially no- 
table. "When I Think About You" is given a countrified vo- 
cal by Ginger alone ("Ah don' care"). This is an ABA struc- 
ture with a nice rhythmic thrust in the middle. There are q 
bass, drums, and some guitar, but the feel is that of an un- 
finished production. 


The impressive aspect of these two songs is the sophis- 
tication of both melody and lyrics, with both falling well 
within the confines of traditional country music. 
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Album: Hit City '64 
The Surfaris 

Decca DL 74487 
Value: $10 


Be True To Your School 
I Wanna Take A Trip To The Islands 


The Surfaris were a coattail surf group sustained by the 
talents of drummer Ron Wilson.(no relation However Wilson's 
abilities underscored both the good and the bad in the Sur- 
fari's sound. On most upbeat vocal numbers his drumming 
played its part more than satisfactorily, but on the slower 
vocals and the instrumentals the ubiquitous drumming tended 
to shed light on the thinness of the total sound. The two 
1964 songs which the Honeys (billed as 'chorus') back belong 
to the first class. Unfortunately, the insouciant style of 
Ron Wilson's vocal marrs both tunes. Although he sometimes 
exudes a charm, for the most part his voice can not muster 
the conviction which is needed. The Honeys' voices are fine. 
On "Be True To Your School" they they provide all the back- 
ground work, unlike their limited use on the Beach Boy ver- 
sion of this song. They even provide a typical Beach Boy 
falsetto near the end. 


10 
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"TJ Wanna Take A Trip To The Islands" is an enjoyable, but 
prief number written by Ron Wilson. Done with a fast tempo 
ne makes himself hurry the lead vocal -with satisfactory cee 
sults. The Honeys play another large supporting role. As 
in "Be True..." their mild harmonies create an emotional den- 
sity which most Surfari songs lack altogether. 


HIECITY 64 | Barada 
el 


inclyding: HIAWATHA: SUGAR SHACK - SCATTER SHIELD» WAX BOARD AND WOODIE 
LITTLE DEUCE COUPE ‘LOUIE, LOUIE - COMIN’ HOME BABY BE TRUE TO YOUR SCHOOL 








Notes 


Prices of Beach Boy records have been jumping lately. 
The Survivors single has gone for upwards of one hundred 
dollars. The American Spring single with title sleeve has 
fetched almost twenty dollars. 


A bootleg of "Child of Winter" is available. It does 
not attempt to duplicate the original label, but is on Randy 
(sounds familiar). The 'B' side is the alternate version of 
"Good Vibrations," off the radio. The one copy of "Child of 
Winter" we listened to sounded horrible; as if the pressing 
was poorly done. 


Along with the prestigious Ronco Company, Capitol Special 
Markets put out another hits package a while back entitléd, 
"Beach Boys' Super Hits." It includes 18 songs prior to Pet 
Sounds, and has crass artwork. The record quality is dubious. 


(SL-8114 ) 


The original 20/20 copy with tilted photo of Brian is not 
particularly rare, as reported last time. However, a non- 
foldout 20/20 which was sold through the record club, and 
has the entire eye chart on reverse, is hard to find. 


_ The Dutch copy of "Bluebirds Over the Mountain" has a 
mix radically different from its American release. The per- 
cussion 1s more prominent, there is a ‘boxed' guitar sound, 
and there is shouting in the middle. Deeb 

eebs 
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Interview 


One piece of evidence for the idea that the Beach Boys 
have carved a unique and profound niche in the fabric of 
American popular music is the extent to which advertisers 
utilize their sound. Turn on the radio or TV and you wily 
hear a Beach Boy song, a Beach Boy riff, or at least a eOlliha 
influenced by the ideas of Brian Wilson. By far a most am- 
bitious venture is the recent series of commercials for Sis 
kist orange soda, which directly use the song, "Good Vibra. 
tions.” ASM spoke briefly with Foote, Cone & Belding, the 
advertising firm which created these commercials. 


ASM What conclusions did you reach concerning the meaning 
ana effect that this song has had on the public? 


FCB "Good Vibrations" has proven to be a true classic in 
popular music. As to why "Good Vibrations" has proven 
to be so durable we really can't know. But we all have 
seen succeeding generations of music fans come to love 
that magic sound of the Beach Boys. 


ASM Why did you produce various arrangements of the song? 





eet 


FCB 


ASM 
FCB 


ASM 


FCB 


It is our feeling that the song lends ; 
to many different types of arrangements Aq catly 
cing radio spots with several different arrange re sou 
we can avoid wear-out of the musical theme ents 

producing various arrangements of the song, i ot by 

+o communicate, in different fashions, the ke re able 
messages for the product. y selling 


Did you consult the Beach Boys on the actual production? 


No, but our musical producers did study qui 
ly the key elements to the Beach Dass gee extensive- 


What were the considerations in selecting a re ; 
studio, musical producer, arranger, and ete 


In order to capture the essence of the Beach Boys' 
sound, and work it into an arrangement for Sunkist 
Orange Soda, we selected a commercial music produc- 
tion house that specializes in just the type of sound 
we were looking for. The group we hired for this job 
is called COM/TRACK -one of the best music houses in 
the country. The people at COM/TRACK were ultimately 
responsible for the arrangement of the Sunkist "Good 
Vibrations" commercials, which were written and pro- 
duced by three people here at FCB. 


ASM Exactly what kind of sound were you trying to achieve? 





1 musical direction, we went 


FCB 


ASM 
FCB 


ASM 


FCB 


In figuring out the aon iginal Beach Boys' 
back and ceyeene a There are many different little 
fait Mr little songs, within the original a a a 
touches; 11 that we took out and used as an entire 0 
tions" tune a cor radia, We originally did three 160 
second ae eroiala: one which we called Basic," which 
ae basic rendition of "Good Vibrations. The 
was just oral pased on the peautiful harmonies 
ad so well known for. This sound 
and as we discovered, it 


; _ This commercial we called 
<_ Nella eg monn ey to a great extent, singers 
cee the tune without the support ot es eben ne 
third commercial was one called "Concert, ang - 00 
the tune and presented it as if it were io ed at an 
actual concert. By doing so, We Rene eS ’ anes te 
what we refer to as "theatre of the mind, e hear 
crowd noises and musicians tuning up, and a guy talking 
over a microphone to a large group of people about 
"this new soft drink that's come to town. Then he 
just breaks into the "Good Vibrations song with the 
rest of his band. It fits very well into our radio for- 
mat by generating a great deal of excitement and energy. 


was new and fresh 1n 


Where were the commercials recorded? 


The recording and mixing of the Sunkist "Good Vibra- 
tions" commercials were done in Los Angeles and Chicago. 
As a matter of fact, the studio we used in LA was one 
which had been used previously by the Beach Boys. This 
left us with a feeling that the music just had to turn 


out great. 


It took Brian Wilson some six months and four or five 
studios to finish "Good Vibrations." How long did it 
take to finish these commercial tracks? 


We went ahead and first recorded the music from about 
142 noon to six o'clock in the evening. Then from 6PM 
until midnight, we worked on the vocal arrangements. 
About two weeks later we brought those tracks back to 
Chicago and added a couple more instruments along with 
the lead singer's voice. We found the perfect voice 
here in Chicago. He's a rock and roll singer with a 
local band, and has a distinguished career in recording. 
If you've heard the music, you can understand why we 
like him. It took us about 20 hours of studio time, 
and about another four hours of mixing time for each 
commercial (which is a little unusual in the commercial 
business), but we realized that it would take that 
‘extra effort’ to really capture the magic of the Beach 
Boys" sound. 


-£ 


Concert Photos 


Hodads 


4115 Otterbein Ave. 
In. 46227 


Indianapolis, 


Color and black & white 
rock shots of 





Huge list of 
Beach Boy 
ecords, photos, The Beach Boys 
atc. for auction, Jan & Dean 
ad set-sale Pablo Cruise 
Chicago 






-and many other groups 
Very competitive prices 





The Beach Boys m England 


A booklet of photos and 
news stories from their 
late sixties fours. 
$3 airmail 





for group/price list write to: 







Paul Rambo 
87 Thomas Street 
Pittsburgh, Pa. 15205 






_and in Australia 


A booklet of photos and 
news Stories trom their 
1978 tour. 
$5.40 airmail 
















California Music 








to: Stephen McParland 
2 Kentwell Ave. 
Concord, 2137 

NSW Australia 







an Australian magazine devoted 
to surf music, including the obscure 
sounds in addition to the Beach 


Boys, Jan and Dean, and more. 








Send $10 for six issues airmail: 











Connecticut's First 






Stephen J. McParland 
2 Kentwell Ave. 
Concord 2137 


NSW Australia 


Record Convention 








Saturday, March 17 (St Pat) 






11AM-9PM 







At the Holiday Inn 








Roberts St. 


East Hartford, Conn. 







Write for ad rates. 





Admission $1.25 





